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Abstract 
This paper explores three-dimensional thinking in fashion design; it 
does this by engaging with theories, concepts and philosophies related 
to thought and the experience of creating three-dimensional artifacts, 
which are common to both sculpture and fashion. Central to this 
relationship is the employment of the senses with respect to perception 
and cognition. Of particular interest is the sense of touch, and how 
sensory experience encounters notions of empathy and mimicry in a 
phenomenological encounter with others: whether animate or 
inanimate. The research emerged through conversations between a 
fashion designer, Kevin Almond and a contemporary artist, Stephen 
Swindells. The sensibility of the paper, and much of the analysis and 
debates, thus adopt a creative SUDFWLWLRQHU¶V perspective.  
 A conceptual current running through the conversation, and 
subsequently the paper, touched upon whether following a line of 
thought becomes analogous to visually and mentally tracing a human 
form in a psychological space ± and what is the significance for 
fashion of the interrelationships between sculptural thinking and 
phenomenological encounters with others within urban environments?  
 
KEYWORDS: touch, empathy, mimicry, phenomenology, social, city 
 
Introduction: a conversational platform 
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A number of starting points were referenced during the initial 
conversation, which are discussed in more depth later in the paper. The 
theoretical platform commenced with Rowan Bailey, µ+HUGHU¶V
Sculptural Thinking¶ (2011), Laura Marks µThe Skin of the Film¶ 
(2000) and Theodor Lipps (1851±1914)1 notion of aesthetic empathy. 
%DLOH\¶V SDSHU presents the German philosopher and theologian, 
Johann Gottfried +HUGHU¶V2 ideas of human expression derived through 
the acquisition of language, which is enabled through the 
interconnectivity of all the senses, whereby thinking is composed of, 
and aligned to, both physical and social experience. Marks introduces 
µWDFWLOHHSLVWHPRORJLHV¶ZKHUHNQRZOHGJHLVFRQFHLYHGDVsomething 
gained not from vision alone but through encountering the world via 
mimesis and physical contact. Whereas Lipps proposes we gain 
knowledge by means of aesthetic empathy, understood as objectified 
self-enjoyment in the form of things we perceive being analogous to 
the expressive and desirable qualities of the human body. 
 The initial conversation opened with some seminal examples, notably 
the work of Madame Gres3, Jean-Paul Gaultier and Andrea Zittel.4 An 
exhibition of the work of Madame Gres entitled: µGoddess of Drape¶,5 
involved garments displayed in the living space of the sculptor 
Antoine Bourdelle (figures 1 & 2),6 suggesting parallels between both 
sculpting with stone and draping with cloth. At the onset of her career 
Gres declared her wish to be a sculptor, citing the similarities of 
working with fabric and stone. Another exhibition by fashion designer 
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Jean Paul Gaultier: µPain Couture¶7, featured sculptures of bread 
VKDSHG LQWR *DXOWLHU¶V VLJQDWXUH GHVLJQV *DXOWLHU asked some of 
FrancH¶V OHDGLQJ EDNHUV WR ZRUN ZLWK KLV FRXWXULHU¶V WR FUHDWH D
collection of garments and accessories made from bread and 
breadbaskets. A further example is contemporary artist Andrea Zittel, 
whose work traverses across visual art, performance, interior design, 
architecture and fashion to arrive at hybrid, sculptural-fashion 
VHQVLELOLWLHV ,Q µ6PRFNVKRS¶=LWWHOGHVLJQHGD VLPSOHGRXEOHZUDS-
around apron style garment. Each of these smocks were sewn by a 
GLIIHUHQWDUWLVWZKRUHLQWHUSUHWHG=LWWHO¶VRULJLQDOGHVLgn based on their 
individual skill sets, tastes and interests ± providing a communal 
aspect to the project.  
Through these initial conversations and opening theoretical platforms 
we became interested in whether fashion thinking and sculptural 
thinking share the same traits and possess similar modes of activity in 
the making process. A conceptual current running through the 
conversation touched upon whether following a line of thought 
becomes analogous to visually and mentally tracing a human form in 
a psychological space ± and what is the significance of the 
interrelationship between sculptural thinking and phenomenological 
encounters within urban environments? 
 7KHILUVWVHFWLRQRIWKLVSDSHUH[SORUHVRQH¶Vability to think, nurture 
and conceptualize abstract ideas and forms. In particular, exploring 
how the experience of spatial concepts, people and materials within a 
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cultural context all serve as a platform for thinking sculpturally. The 
second section is much shorter, and more prosaic and practical in 
orientation as it examines something of the cross-over between 
sculpture and recent fashion design practices. A note on the 
methodology intervenes, and acts as a pivot, between sections one and 
two. The paper concludes by drawing the two sections together to 
suggest new insights and further research on how sculptural thinking 
may instigate, or act as a conduit, for engaging with other disciplines 
and forms of knowledge in the understanding and development of 
fashion design. 
 
 
Section One: Thinking Sculpturally 
Rosalind Krauss eVVD\µ6FXOSWXUHLQWKH([SDQGHG )LHOG¶LQ October 
(1979), (Krauss 1979:30-44) analyses the three-dimensional art form 
known as µVFXOSWXUH¶Krauss¶VHVVD\ proposedWKDWVLQFHWKH¶V
sculpture became something that could be defined by what it was not. 
Krauss concluded by proposing contemporary sculpture occupied a 
situation between landscape and µQRW-ODQGVFDSH¶, and between 
architecture and µQRW DUFKLWHFWXUH¶ ,Q EULHI VFXOSWXUH H[SORred the 
possibility of landscape, where the actual site defined the work: And 
some sculptures occupy the place of architecture, where sculpture is 
seen as an, ³intervention in the real space of architecture´ (Krauss 
1979:41). In the postmodern era, sculpture continued to encompass a 
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much broader range of medium, such as, µSKRWRJUDSK\ERRNVOLQHV
on walls, mirrRUVRUVFXOSWXUHLWVHOI¶.UDXVV1979:42). Krauss essay 
now has a canonical status for seemingly opening the definition of 
sculpture for artists to adopt an expanded field of differing materials, 
locations and techniques. Krauss proposition of an expanded field in 
sculpture has some resonances to how some fashion designers in the 
¶V HTXDOO\ DGRSWHG VWUDWHJLHV QRUPDOO\ DVVRFLDWHG ZLWK
contemporary DUWVXFKDVWKHZRUNRI5HL.DZDNXER¶V, Comme des 
Garçons,8 and Hussain Chalayan fashion-art installations. 9 The work 
of Comme Des Garcons utilizes black and distressed fabrics and 
throughout the 1980s, their clothes often had a destroyed look, a sense 
of decayed sculptural IRUP +XVVHLQ &KDOD\DQ¶s, fashion designs 
combine the clothed body with technology and architecture, playing 
with ideas that are entrenched in anthropology and culture. His 
catwalk shows have an affinity with art installations, mounted to 
display wearable sculpture. 
 
Since Krauss 1979 essay, definitions of sculpture continue to offer an 
open-ended approach. For example, the historian and philosopher 
Robert D. Vance, merely claims that sculptures are simply objects in 
three dimensions with an occupancy of space (Vance 1995). Similarly 
the art historian (ULN.RHG¶Valso has an open-ended description when 
KHSURSRVHVLQKLVSDSHUµ6FXOSWXUHDQGWKH6FXOSWXUDO¶, that sculpture, 
theoretically, is just a distinctive way of using materials as an artistic 
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medium, the dimensions of sculpture and the sculptural having a utility 
and relevance without being an overly prescriptive practice (Koed 
2005).  
 Against this loose backdrop on defining the sculptural we started to 
engage with other disciplines to seek a deeper understanding on what 
it means to think three-dimensionally within creative practice, and 
what of this thinking process in relation to fashion design. 
 Philosophers and cognitive psychologists agree, from the 
psychologist Jean Piaget10 through to contemporary cultural theorist 
like Laura Marks, that in the acquisition of language and means of 
sociability, humans acquire a stock of simple abstract spatial concepts; 
concepts of lines, planes, angles, spheres, cones, cylinders, 
curvilinearity, rectilinearity, convexity and concavity. Thus we are 
capable of making abstract concepts and constructions into complete 
physical forms, whereby thought evolves by thinking in-the-round; 
realised over time in various ways from memory, social contact, the 
acquisition of language, and the development of tactile intelligences.  
 Transferring these skills into the studio, to grasp forms in their full 
spatial completeness, sculptors and fashion designers alike tend to 
combine innumerable silhouettes or projective views, and accordingly 
a sense of touch with the materials they work with in the development 
of their work. Sculptural and fashion thinking thus share the same 
traits by requiring the practitioner to think and simultaneously handle 
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and work materials in their hands, thinking and working in-the-round, 
often with specific technical equipment. 
  3LDJHW¶V theory of cognitive development explores how humans 
acquire, construct, and use knowledge. Piaget claims that our first 
spatial concepts are derived not only from looking at objects, but from 
how we touch and engage with them. In the early stages of cognitive 
development touch reinforces thought, or more precisely touch helps 
to complete thought.  
 Sculptural thinking is, hence, the accruement of knowledge gained 
from the handling of materials, and this experience is also a conflated 
intelligence of haptic and cultural competences: Krauss, 
³Yet I would submit that we know very well what 
sculpture is. And one of the things we know is that it is 
a historically bounded category and not a universal one. 
«>sculpture] sits in a particular place and speaks in a 
symbolical tongue about the meaning or use of that 
place´ (Krauss 1979:33). 
 Piaget refers to the acquisition of spatial concepts as a 'sensori-motor 
phase¶ RI RQH¶V GHYHORSPHQW Krauss UHIHUV WR RQH¶V FXOWXUH ILUVW
enabling, and then, with respect to the 20th century, giving 
µSHUPLVVLRQ¶WRZRUNLQDQH[SDQGHGILHOG 
 With regards to the significance of touch in sculptural thinking, the 
SKLORVRSKHU$UQR%|KOHU11 Sroposes western philosophy has tried to 
address what it means to touch or is it possible at all to think WRXFKLQJ" 
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%|KOHUVXJJHVWVWKHUHODWLRQVKLS EHWZHHQ WRXFKLQJDQGWKLQNLQJ LVLQ
LWVHOIDQDSURWLFRQHEHFDXVHWKHSHUIRUPDQFHRIWKLQNLQJLVDPHWD
SK\VLFDOJHVWXUHSDUH[FHOOHQFHWKRXJKWLVVRPHWKLQJWKDWFDQQRWEH
SK\VLFDOO\WRXFKHG±RQHFDQRQO\WRXFKXSRQWKRXJKWLQDWKRXJKWIXO
ZD\ 
%|KOHU WKXVTXHVWLRQV WKHUHODWLRQVKLSEHWZHHQ WKHERG\ WRXFKDQG
YLVLELOLW\:KHQHYHUDSHUVRQSK\VLFDOO\WRXFKHVVRPHWKLQJVKHRUKH
ZLOOH[SHULHQFHWKHIDFWWKDWRQH¶VERG\FRPHVWRDQHQGSRLQW%|KOHU
VWDWHV 
³,IRQHWRXFKHVDWDEOHRQHVHQVHVLWVUHDOLW\LQVRIDUDVLWV
SK\VLFDOSUHVHQFHH[LVWVDWWKHYHU\ERUGHUVRIRQH¶VILQJHUV
±DQGWKDWVRPHWKLQJHOVHVWDUWVWREHQDPHO\WKHWDEOH7KH
µWDEOH¶LVUHDO LQVRIDUDVRQHZLOOVHQVHDGLIIHUHQFHEHWZHHQ
WKHWDEOHDQGWKHILQJHUWLSV:KHQHYHUZHWRXFKVRPHWKLQJ
ZHDUHFRQYLQFHGE\WKHYHU\HYLGHQFHRIWKHVHQVHRIWRXFK
WKDWWKHUHH[LVWVVRPHWKLQJHOVHVRPHWKLQJUHDODV,KDYH
LQGHHGEHHQWRXFKHGE\VRPHWKLQJ´12 
$FFRUGLQJO\WRDFNQRZOHGJHWRXFKDVDPDUNRIUHDOLW\SURYLGHVXV
ZLWKDVHQVHRIRXUVHOYHVDVEHLQJDILQLWHHQWLW\IUDPHGLQVSDFHE\
RWKHUWKLQJVFORWKHVSHRSOHREMHFWVPDWHULDOVVSDFHVHQYLURQPHQWV
 DQG VR RQ ,Q WKLV UHVSHFW ZH H[SHULHQFH RQHVHOI ZKHQ ZH
DFNQRZOHGJHRXUSK\VLFDOFRQWDFWZLWKVRPHWKLQJRWKHUZKHWKHULWLV
DQLPDWHRULQDQLPDWH,QSKHQRPHQRORJLFDOWHUPVSKLORVRSKHUVVXFK
DV.DQW13DQGRWKHUVUHIHUWRWKLVDVVHOIDIIHFWLRQ7RXFKLQJSURYLGHV
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XV ZLWK D WUDQVLWLYH VHQVH RI UHDO WKLQJV LQVRIDU ZH H[SHULHQFH DQ
HQFRXQWHU WKDWKDOWVRXUH[WHQVLRQ-DFTXHV'HUULGDVLPLODUO\FDOOHG
WKLVDVSHFWWKHDOWHUDXWRDIIHFWLRQDWZRUNLQWRXFKLQJ'HUULGD
,QKLVERRN2Q7RXFKLQJ±-HDQ/XF1DQF\'HUULGDSURSRVHV
WKLQNLQJ LVDPRGHRI WRXFKLQJ WKHXQWRXFKDEOH±ZKLFK LV WKRXJKW
LWVHOI7KRXJKWGHIDXOWVWRUHPHPEHULQJDQGLPDJLQLQJWRXFKDVPXFK
DV UHJLVWHULQJ WKH DFWXDO VHQVRU\ H[SHULHQFH RI WRXFK DW WKH WLPH RI
WKRXJKW$FFRUGLQJWR'HUULGDWKLQNLQJLVERXQGE\WKHYHU\DVSHFWRI
VRPHWKLQJWKDWFDQQRWEHWRXFKHGQDPHO\LWVOLWHUDOPHDQLQJ 
6FXOSWXUDO WKLQNLQJ LV KHQFH UHIHUUHG WR DV DQ H[SDQGHG ILHOGRI D
PXOWLVHQVRULH[SHULHQFHLWLVWRH[SHULHQFHGLIIHUHQFHKHWHURJHQHLW\
DQGKDSWLFFRPSHWHQFHVZLWKLQRQH¶VFXOWXUH7he distinction is not just 
an aesthetic, or even ethical issue, but simply the development of 
VHQVLQJRQH¶Vbody in phenomenological and kinesthetic relation to 
other people and things.  
 
The Exposition of Creative Practice 
Within creative practice, the artist or designer will always feel they are 
part of a real ZRUOGHQJDJHGZLWKFRQWHPSRUDQHLW\DVORQJDVWKH\DUH
DFWXDOO\DEOH WREHLQWRXFKNLQHVWKHWLFDOO\ZLWKRWKHUWKLQJVWKDWKDYH
FXOWXUDOVLJQLILFDQFHVXFKDVPDWHULDOVWHFKQLTXHVVW\OHVDHVWKHWLF
FXUUHQF\ DQG VR RQ ,Q WKH SURGXFWLRQ RI WKHLU ZRUN WKH IDVKLRQ
GHVLJQHU DQGRU DUWLVW PD\ VXEFRQVFLRXVO\ DEVRUE WKDW WKH
SHUIRUPDQFH RI WRXFKLQJ LV QRW PHUHO\ DQ LQQHU SHUIRUPDQFH
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RI LQQHU IHHOLQJV rather WRXFKLQJ DFWXDOO\ JLYHV SK\VLFDO DQG
SV\FKRORJLFDOIRUPWRVRPHWKLQJWKDWLQIDFWH[LVWV RXWVLGHRIRQHVHOI 
$WWKHYHU\ERUGHURIWKHERG\ZKHUHRQHLVLQWRXFKZLWKWKHZRUOG
LVZKHUHDKHWHURJHQHRXVHQWLW\FRPPHQFHVWKHFUXFLDOSRLQWKHUHLV
WKLV LV DSHUVRQ¶V FRQWLQXRXV HQJDJHPHQW ZLWKERWK VRFLHW\ DQG WKH
PDWHULDO ZRUOG 7KXV WKH IHHOLQJ RI EHLQJ LQ WKH ZRUOG LV DOVR DQ
H[SHULHQFHRIEHLQJH[SRVHG WRRWKHUVDOEHLWIURPGLIIHULQJFXOWXUHV
DWWLWXGHVVRFLDOQRUPVDQGSUDFWLFHV ,QWKLVUHVSHFW WKHGHVLJQHURU
DUWLVW FDQ RQO\ ILQG WKHLU FUHDWLYH FXUUHQF\ ZKHQ WKH\ DUH DEOH WR
UHFRJQL]HWKHLUSHUVRQDOH[SRVLWLRQZLWKWKHZRUOGLQDWDFWLOHWKUHH
GLPHQVLRQDO ZD\ 7RXFKLQJ VRPHWKLQJ DQG DFNQRZOHGJLQJ WKH
VLJQLILFDQFH RI ZKDW RQH LV WRXFKLQJ LV WKH SHUIRUPDQFH RI DQ
H[WURYHUVLRQLWLVWKHH[SRVLWLRQRIRQH¶ VVFXOSWXUDOWKLQNLQJWRZDUG
RWKHUV LW LVQRWDQ LQQHUSULYDWH IHHOLQJEXWD NLQHVWKHWLF VRFLDODFW
ORFDWHGLQDSDUWLFXODUFXOWXUDOFRQWH[W 
3KHQRPHQRORJLFDOO\VSHDNLQJRQHFRXOGDUJXHVFXOSWXUDOWKLQNLQJLV
DSHUIRUPDQFHRIOHDYLQJRQH¶VERG\EHKLQGRUDWOHDVWDFNQRZOHGJLQJ
LWVHGJHVLQRUGHUWRSHUFHLYHDGRSWDQGXQGHUVWDQGWKHIRUPVKDSH
DQGPDWHULDOLW\RIVRPHWKLQJHOVHDQGLQGRLQJVRLPPHUVHRQHVHOI
IXOO\ ZLWK WKH ZRUOG RQH LV DIIHFWHG E\ ,Q WKLV FRQWH[W VFXOSWXUDO
WKLQNLQJ DQG WKH SUDFWLFH RI IDVKLRQ GHVLJQ VXJJHVWV HVFDSLQJ WKH
IUDPHRIWKHLQQHUSULYDWHERG\LQRUGHUWREHFRPHDOLYHGERG\DV
%|KOHU LQWLPDWHV WKURXJK WKHSURFHVVRI WKLQNLQJDQG WRXFKLQJRXU
ERGLHVEHFRPHµVNLQOLNHSRURXVEULJKWDQGZRUOGZLGH¶14 
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 The application of sculptural thinking, to touch and handle materials 
in-the-round, and ascertain the order and status in which we place 
them, contributes a plastic grasp of reality. The design, production and 
craft of making things, by thinking through form and materials; 
becomes a material embodiment of reality; it is the UDLVRQG¶rWUH for 
artists and designers seeking a personalised engagement and outward 
signature to the world. 
 
Sculptural Thought: emotional and aesthetic 
investment 
 With regards to the emotional aspects of sculptural thinking, the 
German philosopher Johann Gottfried von Herder believed our 
cognitive abilities and emotional sensibilities are co-dependent. He 
proposed, thought is essentially dependent on, and framed in scope by 
the acquisition of both emotion and language (Moore 2006:211). In 
other words, a person can only think once they have grasped a 
language through which they are able to express themselves 
linguistically, emotionally and physically. As soon as a person has an 
understanding of, and use of, words, they are able to participate in the 
practical activity of making abstractions and articulating their thoughts 
to others. Herder was particularly interested in sculpture as a distinct 
art form because he too thought it holds a fundamental position on how 
we understand a sense of touch as much as vision. 
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 $SHUVRQ¶VDELOLW\WRconceptualize, whether empirical or abstract, is 
intimately bound up with both perceptual and affective sensation; 
meanings, concepts and the realization of forms are thus to be equated 
with our linguistic and expressive capabilities. Herder argues we are 
only able to develop abstract ideas and forms (non-empirical concepts) 
by metaphorical extension, or use of the imagination, which is derived 
from a perceived reality (empirical concepts) (Moore 2006:211). In a 
similar dimension to %|KOHU¶V NLQHVWKHWLF ERG\ +HUGHU ZRXOG
DUJXDEO\ SURSRVH WKDW sensation, which includes a combination of 
emotion and touch, is the source for all our concepts. What we receive 
through the senses we also reinterpret, so there is no distinction 
between how we think and what we do, or make.  
Another 19th century German philosopher Theodore Lipps, proposed 
our understanding and use of empathy is underlined through the 
conflation of philosophy of aesthetics and psychology, this conflation 
combines both affect (how we are affected by experience) and the 
perception of form and space. Lipps introduces the notion of empathy 
to explain not only how people experience inanimate objects, but also 
how they understand the mental states of other people. Lipps believed 
that our experience of the world affects us to see an activity of both 
µIRUFH¶ aQGµFRXQWHrforcH¶ DVDSHUFHLYHGJHRPHWU\,QRQH¶V ability to 
project an aesthetic sensibility into objects and spaces, /LSSV¶ 
SURSRVHG WKDW DHVWKHWLF HQMR\PHQW LV EHVW XQGHUVWRRG DV REMHFWL¿HG
self-enjoyment ± that is, the perception of form and shapes to the eye 
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and mind become analogous to the form and expressive dynamics of 
a desirable human body.  
According to Lipps, our engagement with the world, how we perceive 
others and objects, is based on an involuntary, instinctive mimicry. In 
brief, in order to understand other three-dimensional forms, be it 
people or inanimate objects, we adopt the capacity to act like them or 
it. By example, Lipps describes how audiences watching dancers have 
the habit of swaying and moving in correspondence with the 
movement of the performers in what he terms a sympathetic tension, 
or internal mimicry.  
He writes:  
³Even this, my own striving, I perceive as part of the 
movement that I am viewing. I experience it as something 
that belongs to that movement implicitly. I feel myself to be 
striving with this movement, even striving with the 
kinaesthetic movement image that corresponds to the 
visually observable movement and thus feel myself to be 
striving in effect together with that movement. To put it in 
more general terms, I feel myself to be striving to complete 
a movement.´15 
 So our encounter and relationship to other people, materials and 
objects, and the culture in which we live, all serve as a platform for 
sculptural WKLQNLQJ WKXV µWDNLQJ-DZDUHQHVV¶ RI Whe world is made 
possible through the conflation of sensory bodily experience and 
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mimicry. Moreover, we are only able to think through sharing our 
experiences of touch and sight, gained through the acquisition of 
language, and in this respect tacit intelligence, the application of a 
designers craft, also becomes social, cultural and ultimately, emotive.  
 
Tactile Epistemology and Fashion Design 
 In fashion design a kinesthetic sensibility is the controlling force 
GLFWDWLQJ WKH GHVLJQHU¶V YLVLRQ $ IXQGDPHQWDO VNLOO LPSDUWHG WR
fashion students dictates they do not attempt to design without first 
grasping a range of fundamental considerations, such as attention to 
human form and knowing how a body moves in space, both acquired 
through life drawing: as well as understanding what type of physical 
restrictions may apply to a design, such as, relating the type of fabric 
to the initial design concepts. Sourcing the feel and drape of the fabric 
is extremely important as it indicates the possibilities and limitations 
of the design. For instance a soft drape fabric will not create a 
structured shape and vice versa.  
For fashion designers and artists alike, relating these fundamental 
considerations to a live situation, or distinct social setting, is equally 
paramount to good design or composition. Madame Gres always 
began the process of her designs with the manipulation of fabric on 
scaled down shapes of the human figure. The artist Joseph Beuys 
EHOLHYHG LQ µWKLQNLQJ IRUPV¶ WKDW LV KRZ ZH EHJLQ WR VKDSH our 
thoughts is akin to µhow we mold and shape the world in which we 
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live¶ (Beuys, Kuoni, 1990: 19). In Beuys work, thought and sculpture 
are equally combined in the making of his work ± for Beuys sculpture 
is a thought being performed; and thus sculpture becomes a conflation 
of thought and artifact in relation to what art and society can be 
together.  
 ,Q GLVFXVVLQJ KHU µVPRFNVKRS¶ ZRUN WKH DUWLVW $QGrea Zittel, 
GLVFXVVHV WKH DSURQV DV µVWUXFWXUHV¶ FRQFHLYHG ZLWKLQ D VRFLDO
platform, whereby their very intention is for them to be used in a lived 
life rather than exist as a mere gallery exhibit. Though Zittel describes 
WKHLPSRUWDQFHRISUHVHQWLQJµVPRFNVKRS¶ILUVWZLWKLQDJDOOHU\VHWWLQJ
in order to provide an economic stimulus for the platform, thus 
enabling them one day to be economically self-sufficient.  
,QIDVKLRQSUDFWLFHRQHLVWRXFKLQJVRPHWKLQJDOOWKHWLPHWKHTXDOLW\
RIWKHVXUIDFHPDWHULDOEHLQJWRXFKHGLVZKDWJLYHVFORWKHVWKHLUVWDWXV
DQG FRUUHVSRQGLQJO\ WKH VWDWXV RI WKH ZHDUHU 7KH TXDOLWLHV RI WKH
IDEULFDQGLWVIHHOEHWZHHQWKHKDQGVZLOOUHODWHWRERWKWKRXJKWDQG
HPRWLRQRIWKHPDNHUWKXVLQIRUPLQJWKHGHVLJQSURFHVV 
The cultural theorist Laura Marks argues in a similar vein to her 
philosophical predecessors Herder and Lipps; that we conceive of 
NQRZOHGJHWKURXJKµWDFWLOHHSLVWHPRORJLHV¶DVVRPHWKLQJJDLQHGQRW
from vision alone but through physical contact. Marks point is what 
we perceive as a physical reality is also a tactile epistemology, 
involving a relationship, as per Theodore Lipps, to the notion of 
PLPHVLV0LPHVLVGHULYHGIURPWKH*UHHNZRUGµWRLPLWDWH¶VXJJHVWV
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that one represents or understands one thing by being capable of acting 
like it, or trying to inhabit its quality. Mimesis is thus a form of 
representation based on registering a material contact with something 
other ± irrespective of whether it is a person or inanimate object.  
Mimesis, a concept deeply rooted in western thought, presumes a 
continuum between the actual experience of the world and the 
production of signs about that world. In this context mimesis is where 
the fashion designer is capable of remembering the presence and 
quality of some other thing. For the fashion designer, being able to 
inhabit the qualities of a material and absorb the characteristics of the 
prospective wearer is fundamental to good design. 
 
Perception and Fashion Design 
 In the production of fashion design, where touch and thought exist 
collectively as a continuing element of WKHGHVLJQHU¶Vdevelopment, 
thought is already sculptural, so the question arises does anything exist 
which is not sculptural? ,QDSK\VLFDOFRQWH[WZKHQHYHURQHWRXFKHV
VRPHWKLQJ RQH H[SHULHQFHV WKH IDFW WKDW RQH¶V VHOI RU ERG\ HQGV
H[DFWO\ DW WKH SRLQW RI WRXFK ZLWK VRPHWKLQJ RWKHU 0HUOHDX3RQW\
KLJKOLJKWVLQµ3KHQRPHQRORJ\RI3HUFHSWLRQ¶WKDW³WKHERG\RUJDQLVP
LV OLQNHG WR WKH ZRUOG WKURXJK D QHWZRUN RI SULPDO VLJQLILFDWLRQV
ZKLFKDULVHIURPWKHSHUFHSWLRQRIWKLQJV´0HUOHDX3RQW\
GHVFULEHVKRZWKRXJKWLWVHOIDURXVHVDNLQGRIµSRWHQWLDOPRYHPHQW¶
UDWKHUWKDQDQDFWXDORQHWKHFRPELQDWLRQRIVHQVHWKRXJKWDQGDFWLRQ
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LV RQO\ WUXO\ µUHOHDVHG¶E\ HPSOR\LQJ WDFWLOH H[SHULHQFHVZKHUH WKH
IXOOQHVV RI WRXFK UHTXLUHV WKH PLQGERG\ RUJDQLVP WR FROOHFW DQG
QHJRWLDWH D VXFFHVVLRQ RI FKDUDFWHULVWLFV RI WKH ZRUOG LQ ZKLFK LW
LQKDELWV 7KHUHIRUH RQH LV ORFNHG LQWR D SHUPDQHQW FRQGLWLRQ RI
QHJRWLDWLQJ SHUSHWXDO H[SHULHQFH DV VXFK SHUFHSWLRQ UHTXLUHV WKH
LQKDELWDWLRQRIWKHSHUVRQVRUREMHFWVEHLQJSHUFHLYHGLQRUGHUWRVHH
DQGUHJLVWHURQHVHOISHUFHLYLQJ,QJHQHUDOWHUPVWKURXJKSHUFHSWLRQ
ZHLQKDELWWKHREMHFWLQYLHZLQRUGHUWRUHJLVWHURXUVHOYHVORRNLQJDW
LWUHODWLRQDOO\ 
$FFRUGLQJ WR 0HUOHDX3RQW\ ZH SHUFHLYH WKH ZRUOG WKURXJK RXU
ZKROHERG\DVLWEHFRPHVDQHPERGLHGVXEMHFWZKLFKLVDQRXWFRPH
RIRXUDELOLW\WRVWDQGEHWZHHQVXEMHFWDQGREMHFWSDUDGR[LFDOO\RQH
H[LVWVDVERWK7KLVSKLORVRSKLFDOFRQVWUXFWRIµEHLQJLQSHUFHSWLRQ¶
KDVERWKVSDWLDODQGVRFLRFXOWXUDOFRQQRWDWLRQVLQKRZZHUHODWHRXU
RZQIRUPVKDSHDQGERG\GLPHQVLRQWRWKDWRIRWKHUSHRSOHDQGRWKHU
WKLQJVLQDFXOWXUDOFRQWH[W 
)RU WKH IDVKLRQ GHVLJQHU DUJXDEO\ JRRG GHVLJQ LV RQO\ DWWDLQDEOH
ZKHQ RQH LV DEOH WR SHUFHLYH DQG HPERG\ WKH FKDUDFWHULVWLF RI WKH
ZHDUHU 7KURXJK WKH VHQVH RI WRXFK WKH IDVKLRQ GHVLJQHU KDV WR
H[SHULPHQWZLWKIDEULFDQGDPXOWLWXGHRIRWKHUWH[WLOHILEHUVVXFKDV
LQWHUIDFLQJDQGFDQYDVZKLFKFDQEHDSSOLHGWRDJDUPHQWLQRUGHUWR
VXVWDLQVLOKRXHWWHDQGVKDSH)DVKLRQGHVLJQLVWKHUHIRUHDSHUIRUPDQFH
RI WKLQNLQJ DQG WRXFKLQJ WKH ZRUOG RQH LV DIIHFWHG E\ ZKLOVW
VLPXOWDQHRXVO\DVDQLQWHQWLRQDOconcept of consciousness,ZLVKLQJWR
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DIIHFWWKHZRUOGWKURXJKRQH¶VFUHDWLRQV$VDFRQVHTXHQFHRIWKLVWKH
ERUGHUVRIRQH¶VERG\FRQWLQXRXVO\UHJLVWHUVLWVSHUFHSWLRQVLQFOXGLQJ
IHHOLQJVLGHQWLW\DQGVWDWXVWRWKHZRUOGLQZKLFKLWOLYHV$UJXDEO\
DUWLVWV DQG GHVLJQHUV PD\ OLQJHU RQ 0HUOHDX3RQW\¶V µUHOHDVH¶ RI
WKRXJKW DV D VFXOSWXUDO H[SHULHQFH ZKLFK QRW RQO\ JLYHV D WKUHH
GLPHQVLRQDO VLJQLILFDQFH WR WKH ZRUOG EXW DOVR VLPXOWDQHRXVO\ LV
VKDSHGE\RQH¶VRZQLQGLYLGXDOSK\VLFDOGLPHQVLRQV 
:LWKUHJDUGVWRIDVKLRQGHVLJQEHLQJLQSHUFHSWLRQLVDQHPERGLPHQW
RIRQH¶VSHULSKHU\ZKLOVWVLPXOWDQHRXVO\DSURMHFWHGLQKDELWDWLRQRI
WKHRWKHURQHLVSHUFHLYLQJ6FXOSWXUDOWKLQNLQJWKXVUHJLVWHUVERWKD
SK\VLFDODQGHPRWLRQDOVHQVHRIEHLQJZLWKRWKHUVDVPXFKDVVROHO\
EHLQJLQRQHVHOI 
 
A Structure of Feeling 
 In µ7KH/RQJ5HYROXWLRQ¶ 5D\PRQG:LOOLDPV describes his 
µVWUXFWXUHRIIHHOLQJ¶WKHRU\DVDFROOHFWLRQRIIHHOLQJVwithin society 
related to the inter-relationship between culture and a period in history. 
,Q EULHI :LOOLDP¶V ZDV LQWHUHVWHG LQ IHHOLQJ DQG VHQVDWLRQV QRW LQ
ahistorical or universal terms but related to a particular culture and a 
moment in time. At the time of writing in the 1960s, Williams would 
have been experiencing how young people were distinctly creating 
their own identity, their own sub-groups and becoming leaders in 
fashion. In particular, how the modern designs of the 1960s 
represented post-war liberation, alongside sexual revolution. The 
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broader point in relation WR:LOOLDP¶VREVHUYDWLRQVLVRXUUHODWLRQVKLS
to materials, techniques, how we think about them and craft them, and 
accord them significance in fashion, will always be culturally specific 
and historically indexical to a particular time rather than ahistorical 
and universal.  
 It is in context WR:LOOLDP¶VµVWUXFWXUHRIIHHOLQJ¶that this first section 
can only highlight the significance of the philosophical concepts 
discussed so far to indicate further research is required on relating 
sculptural thinking to the phenomenology of fashion. Of particular 
interest is WKH IDVKLRQ LQGXVWU\¶VXQUHOHQWLQJGULYH WRZDUGV FRQVWDQW
renewal. An industry whose whole economic impetus is 
fundamentally driven by serving an imagined continuous renewal of 
the individual, which paradoxically must remain unsated so they may 
once again experience and measure (both physically and emotionally) 
the status of the self in relation to others within a particular moment of 
history. 
 
 
Methodology: a note on the body-mind-city 
 The initial conversation acknowledged the embryonic stage to the 
research problem: namely how does a creative practitioner think when 
making a three dimensional artifact or garment, and what are the 
implications and significances of this in relation to broader social-
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cultural frameworks, and, indeed, for trans-disciplinary ways of 
thinking and making? Thus, the aim of the research was to explore the 
potential for the unknown whilst engaged in looking and thinking in 
the crossover between fashion and sculpture.  
 Utilizing a bricolage16 model the process became a question of 
negotiating and documenting a range of concepts, theories and 
observations and, in so doing, make it possible to discuss sculptural 
thinking critically and creatively as an expanded field within creative 
practice. This approached played with the traditional relationship 
between the researcher and the object of study. It was not just the 
observation of the researcher applying a stock of methods in relation 
to something given; as new concepts and propositions were introduced 
they began to change the context of the research insofar as establishing 
a creative platform, whilst simultaneously opening the mind-set of an 
expanded field of sculptural thinking in fashion. 
 The approach to sculptural thinking therefore was for the concepts, 
theories and ideas explored to move, fluidly, conceptually and three-
dimensionally, around an imagined embodied subject: Akin to how 
Michel de Certeau, when writing RQ µ:DONLQJ LQ WKH &LW\¶ (1988), 
refuses to adopt a single viewpoint for WKHµSDQRSWLFH\H¶, in favor of 
multiple viewpoints that metaphorically move in, around and in-
between form and space (de Certeau, 1988).  
 In this context, the methodology mobilized a phenomenological mode 
of operandi towards fashion that, with respect to Rosalind Krauss, 
[Type text] [Type text] [Type text] 
 
 22 
paradoxically understood fashion design as both sculptural and not-
sculptural, and fashion and not-fashion. In phenomenological terms, 
sculptural thinking in fashion is inseparable from the perceiving body-
subject, since it is precisely through the body that one has the cognition 
and articulation of sculptural thinking in fashion in the first instance. 
In brief, the interconnectivity is conceptualised by an alteration of 
body and mind: that the thinking subject is the clothed body and the 
clothed body is the thinking subject.  
This oscillation leads on to typify the thinking body in fashioned dress, 
and the fashioned body, thinking in the city. In the writing of Michel 
de Certeau (as well as Walter Benjamin) it is acknowledged that 
walking in the city is a performance RI WKH µERG\-PLQG¶, one that 
continuously reproduces the experience of the self-moving through the 
streets with others: And for de Certeau, moving through the streets 
simultaneously recorded the lack of having a fixed µSODFH¶. 
 Metaphorically, the lack of a fixed place within an expanded field of 
practice enabled the thinking and writing within this paper to move in 
and around the fashioned body; de Certeau writes: 
³It is the indefinite process of being absent and in search of 
a proper. The moving about that the city multiplies and 
concentrates makes the city itself an immense social 
experience of lacking place ± an experience that is, to be 
sure, broken up into countless tiny deportations 
(displacements and walks), compensated for by the 
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relationships and intersections of these exoduses that 
intertwine and create an urban fabric, and placed under the 
sign of what ought to be, ultimately, the place is only a 
name, the city.´(de Certeau, 1988:103). 
 ,Q%HQMDPLQ¶VZULWLQJWhe rise of the modern city gave birth to losing 
oneself in a crowd, phenomenologically speaking, embodying its 
delights and distractions. Benjamin describes Baudelaire as the flâneur 
who observed the horrible social realities of modernity but equally 
became, intoxicated by moving amongst the masses (Benjamin, 
2006:89). $V6FRWW6FKXPDQ¶VEORJµ7KH6DUDWRULDOLVW¶17 continues to 
testify, the flâneur is not merely a pedestrian, she/he is an artist who 
µFDWFKHVWKLQJVLQIOLJKW¶ (Benjamin, 2006:72) and is able to creatively 
portray different facets of the individual, who experiences the self in 
dress, and consequently in many roles; ³Flâneur, apache, dandy and 
rag picker´ (Benjamin, 2006:125). 
 The relationship between sculptural thinking in fashion and urban 
space is thus dynamic and symbiotic, throughout history fashion and 
architecture have constantly reflected each other in form, style and 
appearance, particularly as they both share a fundamental role of 
providing shelter and protection for the body. In addition, fashion, 
sculpture and architecture all traditionally create space and volume 
from the thinking generated through a drawing and modeling process. 
The thinking method for the research therefore sought to acknowledge 
the metaphorical correlation between sculptural thinking, (being-in-
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perception) and moving through urban spaces and city streets, not only 
reflecting the body in motion, but also navigating the concerns of 
different personal, social and cultural identities within the currency of 
the age. 
 
 
Section Two: Crosscurrent Thinking and Practices 
 The initial stages involved reading through the various philosophies, 
theories and concepts through the lens of a creative studio practice, 
which, in this section, were absorbed and then developed towards a 
practical, object-based enquiry; including observing and handling 
garments in workshops and archives, as well as reviewing fashion and 
sculpture exhibitions. Thus the latter part of this paper attempts to be 
far more prosaic and practical in thinking how the concepts of 
sculptural thinking discussed so far might be applied within a 
GHVLJQHUV¶ VWXGLR This is not to suggest that all the designers 
highlighted in this section are fully aware of the notion of sculptural 
thinking. Rather, the designers highlighted in this section manifest an 
understanding to thinking and handling materials in-the-round, which 
encompasses the embodied subject that moves amongst others in 
urban settings. 
 There is plenty of evidence in designers and artists' sketchbooks, and 
in manuals of architecture, to show that in trying to grasp new and 
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innovative forms the creative practitioner must first make use of 
established schematic frameworks. In practice, it is common to 
compose ideas first by reducing them to simpler, more easily 
FRQFHLYHGVKDSHVVXFKDVF\OLQGHUVFRQHVVSKHUHVVTXDUHV«DQG
then, if required, by analysing these initial developments into more 
complex constructions.  
 Several historical and contemporary designers and artists, whose 
work straddles both art and fashion include the Australian designer 
Patricia Black,18American artists Robert Kushner19 and Andrea Zittel, 
to more conventional fashion designers adopting sculptural thinking 
such as, Madame Gres, Claude Montana,20 Madeleine Vionnet,21 
Pierre Cardin,22 Christobel Balenciaga,23 Charles James24 and Jean 
Muir.25 In their own way, each of these designers demonstrate a 
diverse approach to the interrelationship between design, form and the 
drape of the fabric. James was renowned in the mid twentieth century 
as a master at sculpting fabric in a stiffened way for the female form. 
His garments were described as, µ«DEXLOWHQYLURQPHQWFRQVWUXFWHG
on principles of abstraction but substantiated by ample materials, that 
the woman wearing becomes curiously self-sufficient as well.¶ 
(Coleman, 1997:5) 
 -DPHVPRVWIDPRXVJDUPHQWZDVWKHµ&ORYHU/HDI¶GUHVV26 It reveals 
his fascination with geometry and mathematics and the technical 
thought process of a designer, who was not only a fanatical 
perfectionist, but also, µ« VDZ WKH IHPDOH IRUP DV DQ DUPDWXUH RQ
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which to fashion sculpture, not just cover with clotheV¶ (Coleman 
1997:182). Similarly, the exact proportional relations of classical 
*UHHNVFXOSWXUHLQVSLUHG9LRQQHW¶VZRUN. The basis for all her designs 
was the interrelationship between body size, shape and the material. 
She worked directly in three-dimensions using scaled down wooden 
dolls, draping and pleating fabrics in the round before scaling the ideas 
XSLQWRKXPDQGLPHQVLRQV,QWKH¶V-DSDQHVHGHVLJQHUVVXFKDV
Issey Miyake,27 Rei Kawakubo and Yohji Yamamoto28 revolutionised 
ideas about the relationship between the body and clothes; Miyake is 
QRWHG IRU H[SHULPHQWLQJ ZLWK WKH ERG\¶V YROXPH E\ significantly 
changing its dimensions. 
 Other contemporary designers who adopt sculptural sensibilities 
included: Iris Van Herpen,29 Phoebe Philo,30 Boudicca,31 Mary 
Katrantzou,32 Gareth Pugh,33 Hussein Chalayan, Vivienne 
Westwood34 and Aitor Throup.35 The inflated clothing of Gareth Pugh 
became his trademark. His first collection used balloons to accentuate 
the models joints and limbs. Pugh is noted for experimenting with 
form and volume to create nonsensical wearable sculptures, which 
change the shape of the human frame. 36  Pugh has likened his work to 
a struggle between light and darkness; designs have included PVC 
inflated into voluminous coats, black perspex discs linked like chain 
mail, and shiny latex masks and leggings. The materials used to sculpt 
such shapes include diverse combinations of parachute silk, mink fur 
and plastic, all charged by electric currents.  
[Type text] [Type text] [Type text] 
 
 27 
 Hussein &KDOD\DQ¶V ZRUN LQWHJUDWHV IDVKLRQDEOH FORWKLQJ DQG WKH
human body with science, technology, politics and architecture, often 
playing with ideas constructed around anthropology. His collection 
µAfter Words¶ for the autumn/winter of 2000, speaks from the 
viewpoint of the displaced, on those who are obliged to leave their 
homes, possessions and identifications because they are debarred from 
their civil, political and social rights of citizenship. As part of the 
µ$IWHU :RUGV¶ FROOHFWLRQ µ7DEOH VNLUW¶ JRHV EH\RQG LWV RULJLQDO
function of being a table that transforms into becoming a skirt. For 
Chalayan, the mutating µfurniture-clothing¶ represents the idea of a 
nomadic existence in both concrete and abstract meanings; illustrating 
sculptural thinking in fashion can adapt its physical nature towards a 
distinct socio-political context. 
 The London based design duo of Zowie Broach and Brian Kirkby, 
known as Boudicca, adopt a sculptural relief-collage approach on the 
body through moulage37 and then start pattern cutting from the 
constructed installations. Their work adopts a dialogic approach, 
whereby a process of constructing and dismantling a sculptural 
installation on the garment influences the three-dimensional shape of 
the finished design, and vice versa ± the intended design informs the 
installation in the making process.  
 To briefly conclude this section: Each of the fashion designers 
highlighted have demonstrated that thinking, looking and handling 
materials all become aggregated into DFRPSOH[ZHERIRQH¶VHQWLUH
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social, cultural and psychological experience, which, in context to 
sculptural thinking, enables the cognition of art and fashion traditions, 
including the history of the anatomy of the body to form a creative 
working logic that can be realised within the currency of its time. 
 
Conclusion: and some continuing thoughts 
 This study reflects upon sculptural thinking through the lens of 
creative practice: it is the creative sensibility of practice, one that 
situates itself within an expanded field, which enabled the conceptual 
play to tease out new insights on fashion thinking.  
It quickly became apparent during the research that sculptural thinking 
facilitated an intimacy between the self and perceived other, which led 
to the phenomenological dimensions of being-in-perception within 
fashion, and exploring this perception to urban spaces.  
Acknowledging the code of fashion is nothing new; it has been widely 
explored by writers such as Roland Barthes38 and Fred Davies39. 
However, fashion as a code, worn as an invitation or engagement with 
others, within a particular cultural context, became significant in 
phenomenological terms. The dress code one adopts cannot claim 
independence from %|KOHU¶V notion of the kinesthetic body, and 
consequently dress code, self and sculptural thinking are not 
independent entities but operate equally as interrelated co-requites. In 
a public space, the kinesthetic body is a being-in-perception; it is there 
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to manifest itself, relate to, and negotiate other people, objects and 
environments. Every town, city or place and culture has its own 
particular character of how people move together and engage with 
others, and this knowledge is taught and learned through sculptural 
thinking. 
 Conceptually and metaphorically, we began to think of sculptural 
thinking during the design and construction of garments as being akin 
to walking in the city, that is, to think of a close inspection of a garment 
in the same way one might experience and navigate a city and all it 
has to offer: So, folds, drapes, stitching, interfacing and so on could 
all become analogous to thinking about negotiating streets, buildings, 
shop windows and a multitude of urban reflections and intersections. 
This conceptual navigation became critical in drawing 
interrelationships between the philosophical complexities of 
sculptural thinking to a broader social context.  
 Arguably, thought becomes three-dimensional through ones 
interaction with other people and in navigating complex form, spaces 
and environments. Fashion as a form of material culture, and a 
mechanism for individualism, has always had a close relationship with 
perceptions of the self. The kinesthetic body is the tangible outer limit 
of the self; its being-in-perception corresponds to a collective 
experience, to the extent that it mediates the interactions between a 
body, the external environment and natural social relations.  
 The French sociologist Pierre Bourdieu refers to this collective 
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experience as habitus, where socialized norms or tendencies guide 
both individual thinking and individual behavior. Within a social 
setting, habitus becomes deposited in the kinesthetic body by trained 
capacities of social practice; including environments and structured 
cultural tendencies (Bordieu 1984).  The relationship between 
sculptural thinking in fashion and habitus is just one example of 
articulating how the kinaesthetic body in dress becomes accepted 
socially, culturally and politically. As Lipps intimates in his notion of 
empathy, whether the literal tracing of a line of thought is affected by 
our aesthetic enjoyment or interaction with other human bodies, that 
is, the form thought takes will always be driven by a desire for the 
form of another human body? This will always remain an open 
question.  
 Thought is essentially dependent on, and framed in scope by the 
acquisition of both emotion, language and means of sociability. 
Thought is also dependent on the relationship between touch and a 
stock of simple abstract spatial concepts (lines, planes, angles, spheres, 
cones, cylinders«, which are mobilised in communication and 
sociability with one another. Communication takes place in fashion 
not just through the notion of style but equally, and correspondingly, 
through shapes, silhouettes and volume. Sculptural thinking therefore 
is not just a process of cognition, or a means of human development, 
it is something that holistically envelops us: ultimately, sculptural 
thinking is something we wear. 
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:KDW ZH ZHDU DQG ZKDW ZH WRXFK SURYLGHV XV ZLWK WKH HGJH RI
RXUVHOYHVZKHUHWKHERG\WKDWLVFRQWDLQHGE\PDWHULDOVEHFRPHVLQ
WRXFKZLWKLWVHOIE\EHLQJLQWRXFKZLWKVRPHWKLQJRWKHUSHUKDSVLWLV
LQthis context where sculptural thinking might adopt not only three-
dimensionality, but, equally, figurative formations? Sculptural 
thinking LVDSHUIRUPDQFHRIWKLQNLQJDQGWRXFKLQJWKHZRUOGRQHLV
DIIHFWHGE\DQGDVDFRQVHTXHQFHRIWKLVWKHERUGHUVRIRQH¶VERG\
FRQWLQXRXVO\UHJLVWHUVRXUSHUFHSWLRQVLQFOXGLQJIHHOLQJVLGHQWLW\DQG
VWDWXVWRWKHZRUOGLQZKLFKLWOLYHV 
 There are a number of potential developments for future research 
relating sculptural thinking to other topical issues; of particular interest 
is how sculptural thinking relates to the notion of individualism within 
hyper-modern society. Gilles Lipovetsky has written widely on how 
the consumption of fashion, and ethical issues within fashion 
consumption, relates to the self within contemporary societies 
(Lipovetsky 2002). According to Lipovetsky, he does not see the rise 
of individualism as an inevitable moralistic decline in social 
values.  By separating individualism from egotism he proposes an 
opportunity to recognize shared values through consumerism, with 
respect to mobilizing the responsible individual towards the struggle 
for humanitarian and ecological justice.  
 In addition, relating sculptural thinking and responsible individualism 
to subjects such as psycho-geography may also lead to further insights, 
particularly in the situation-creating technique of reading the city and 
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its fashioned inhabitants through the dérive, or urban praxis (Coverley, 
2010). That is, to see the language and codes of fashion in the city as 
a unifying and empowering resource. It is in this context, of deepening 
an understanding of the social and political dimensions of sculptural 
thinking in fashion, and its relationship to the public realm that may 
lead to new knowledge of how fashion may play a positive role within 
civic and plural societies.  
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1
 Theodor Lipps, 1851±1914 was a German philosopher on art and 
aesthetics. 
2
 Johann Gottfried Herder, 1744-1803 was a German philosopher, 
theologian, poet and literary critic,  
3
 Madame Gres, 1903-1993  was a French couturier. 
4
 Andrea Zittel, born 1965 is a American sculptor, installation artist 
and fashion designer. 
5
 µ0DGDPH*UHV¶ Musee Bourdelle, Paris, 30 March ± 24 July 2011. 
6
 Antoine Bourdelle, 1861-1829 was an influential French sculptor, 
painter, and teacher. His studio became the Musée Bourdelle, a 
museum dedicated to his work; located in the 15th arrondissement, 
Paris, France. 
7
 Jean-3DXO*DXOWLHUµ3DLQ&RXWXUH¶Fondation Cartier pour l'art 
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8
 Rei Kawakubo, born 1942 is a Japanese fashion designer, founder 
of Comme Des Garcons. 
9
 Hussein Chalayan, born 1970 is a British/Turkish Cypriot fashion 
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designer.  
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13
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for his involvement in pattern and decoration. 
20
 Claude Montanna, born 1949, is a French fashion designer. 
21
 Madeleine Vionnet, 1876-1975, is a French couturier, known as an 
architect for her use of the bias cut. 
22
 Pierre Cardin, born 1922, is a French fashion designer, known for 
his geometric shapes and space age designs. 
23
 Cristobel Balenciaga, 1895-1972, is a French couturier. 
24
 Charles James, 1906-1978, British born fashion designer. 
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27
 Issey Miyake, born 1938, is a Japanese fashion designer. 
28
 Yohji Yamamoto, born 1943, is a Japanese fashion designer.  
29
 Iris Van Herpen, born 1930, is a Dutch fashion designer. 
30
 Phoebe Philo, born 1973, is a British fashion designer.  
31
 Boudicca, are a London, UK based design duo of Zowie Broach 
and Brian Kirkby.  
32
 Mary Katrantzou, born 1983, is a Greek fashion designer who 
works in London.  
33
 Gareth Pugh, born 1981, is an English fashion designer.  
34
 Vivienne Westwood, born 1941, is a British fashion designer.  
35
 Aitor Throup, born 1980, works in innovative methods of design 
and construction.  
36
 For Gareth Pugh see: http://www.vogue.co.uk/fashion/autumn-
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